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WHAT'S AMERICAN ABOUT DVORÄK'S 
"AMERICAN" QUARTET AND QUINTET 
by H a r t m u t Sch ick 
One hundred years a f ter A n t o n i n Dvo fäk ' s vaca t ion in Spi l lv i l le , 
I o w a , in the s u m m e r of 1 8 9 3 , dur ing w h i c h he w r o t e his String 
Quartet in F (Op.96)[B.179] and his String Quintet in Eh 
(Op.97)[B. 180], there is con t inu ing sti l l t he con t rove rsy about t h e 
" A m e r i c a n " charac ter of these w o r k s , as w a s s h o w n in the panel 
discussions at t h e I o w a Dvofäk Centennia l S y m p o s i u m in I o w a C i t y 
in A u g u s t 1 9 9 3 . M u c h has been w r i t t e n on t h e impac t of A m e r i c a 
on t h e music Dvo fäk w r o t e in th is c o u n t r y , 1 mos t l y search ing fo r 
]See e s p e c i a l l y Antonin Sychra: E s t e t i k a Dvofäkovy 
s y m f o n i c k e t v o r b y , Praha, 1959 (German t r a n s l a t i o n : A n t o n l n 
Dvo/äk. Z u r Ästhetik s e i n e s s y m p h o n i s c h e n S c h a f f e n s , L e i p z i g , 
1973) ; John Clapham: Dvofäk and the Impact of America, i n T h e 
M u s i c R e v i e w , 1 5 , 1954, pp.203-211 and Clapham: Dvofäk and the 
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possib le re lat ions b e t w e e n i ts t h e m e s and songs of A f r i c a n -
A m e r i c a n s or nat ive Amer i cans w h i c h Dvorak m igh t have heard 
t h e r e . O f t e n it has been po in ted ou t t h a t t h e pen ta ton ic i sm of his 
A m e r i c a n w o r k s is no th ing comple te ly n e w in his compos i t iona l 
Ou tpu t , w h i c h is as r ight as is w r o n g t h e op in ion of a broader 
(European) publ ic , w h o regard those w o r k s as typ ica l Dvo fäk , on ly 
because t h e y are a m o n g t h e mos t f a m o u s , at t h e same t i m e tak ing 
p e n t a t o n i c i s m as character is t ic of Bohemian fo lk s o n g , w h i c h also 
i t is no t . Even scho lars , h o w e v e r , rarely have t r ied t o reveal t h e 
uniqueness of these w o r k s in penetrat ing the composi t ional s t ruc tu re 
b e y o n d t h e exo t ic colour of thei r me lod ies . 2 Here, t o o , it seems t o 
be f ru i t fu l to dist inguish more clearly b e t w e e n t h e prev iously w r i t t e n 
Symphony No.9 in e minor, (Op.95)[B.178], "From the New World" 
and t h e Spil lvi l le Chamber mus ic . 
W h e n asking w h e t h e r Dvo fäk ' s A m e r i c a n w o r k s are really 
" A m e r i c a n " or still Bohemian in s ty le , there can be no doub t t h a t at 
least Dvo fäk h imsel f in tended t h e m t o be essent ia l ly A m e r i c a n . A s 
is w e l l k n o w n , he main ta ined f requen t l y t h a t in his "New World" 
Symphony, t h e Quartet and the Quintet he had a t t e m p t e d t o grasp 
the "sp i r i t " of Amer ican music, using the language of late n ine teen th 
Century European m u s i c . 3 Obv ious ly he w a s very m u c h in terested 
in t h e chan ts and songs of the A f r i can -Amer i cans as we l l as t h e 
nat ive Amer icans and in the tradit ional and n e w l y c reated fo lk songs 
o f t h e w h i t e popu la t ion . Ye t , f u r t h e r m o r e , w e shou ld note t h a t he 
cons idered even the songs of the Irish immig ran ts as an A m e r i c a n 
p h e n o m e n o n . Even w h e n w r i t i n g about " t h e in f luence of th is 
c o u n t r y " on his S y m p h o n y , he says : " i t means the fo lk songs t h a t 
are Negro, Indian, Irish e t c . 4 To this w e must surely have t o add t h e 
American Indian, i n T h e M u s i c a l T i m e s , 1 0 7 , 1966, pp.863-867. 
2An e x c e p t i o n i s David Beveridge: S o p h i s t i c a t e d 
P r i m i t i v i s m : The S i g n i f i c a n c e of P e n t a t o n i c i s m i n Dvofäk's 
American Quartet, i n C u r r e n t M u s i c o l o g y , 2 4 , 1977, pp.25-36. 
See a l s o S c h i c k : S t u d i e n z u D v o f a k s S t r e i c h q u a r t e t t e n , (Neue 
Heidelberger Studien zur Musikwissenschaft, 17), Laaber, 1990, 
pp.262-282. 
3See e s p e c i a l l y the a r t i c l e : Dvofäk on h i s New Work, i n 
T h e N e w Y o r k H e r a l d , 15th. December 1893, r e p r i n t e d i n 
Clapham, J . : Dvofäk, Newton Abbot & London, 1979, p.201. 
4 L e t t e r t o Francesco Berger, 12th. June 1894, i n A n t o n l n 
D v o / a k : K o r e s p o n e n c e a d o k u m e n t y , ed. M i l a n Kuna e t . a l . , 
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Scots . Therefore, for example, the str ik ing syncopat ions in D v o f ä k ' s 
A m e r i c a n mus ic o u g h t t o be taken as an A m e r i c a n s ty l i s t i c dev ice , 
even if one w o u l d claim the "Sco tch snap" t o be the i r or ig in and no t 
t h e negro spi r i tual or c a k e w a l k , or s imi lar p h e n o m e n a in t h e mus ic 
o f na t i ve A m e r i c a n s . The same is t rue w i t h t h e t o u c h i n g song- l ike 
t h e m e s w h i c h sound so Irish t o our ears. 
In consequence , one w o u l d have t o look even on genu ine Czech 
elements as " A m e r i c a n " in D v o f ä k ' s A m e r i c a n mus i c , if t h e y re f lect 
his encounter w i t h Czech immig ran ts w h o have b e c o m e par t of t h e 
Amer i can na t ion and cu l tu re t h e m s e l v e s . Cur ious ly e n o u g h , Czech 
e l e m e n t s , l ike t h e polka t h e m e in t h e f i rs t m o v e m e n t o f t h e "New 
World" Symphony, are to ta l l y miss ing in D v o f ä k ' s mus ic j us t at t h e 
m o m e n t w h e n Dvofäk is amongst his compat r io t s , a m o n g t h e Czech 
A m e r i c a n s of Spi l lv i l le, I o w a . Th is is in sp i te of t h e f a c t t h a t 
o t h e r w i s e D v o f ä k ' s "Spi l lv i l le " Chamber mus ic absorbed so m a n y 
ex terna l impress ions t h e composer had received the re ! 
Th is c a n be expla ined by sugges t ing t h a t , in Spi l lv i l le, D v o f ä k has 
de f ined m u c h more sharp ly his se l f - imposed Programme of w r i t i n g 
American mus i c , t a k i n g th is t ask more ser iously t h a n he had done 
in his S y m p h o n y c o m p o s e d in N e w York jus t be fo re . Basical ly , the 
Symphony No.9 in e minor is , in t e r m s of s t y le , a normal s y m p h o n y 
o f European late r o m a n t i c i s m w i t h only some exo t i c t h e m e s , even 
if w e recognize i ts re lat ion t o L o n g f e l l o w ' s Hiawatha, w h i c h has 
been po in ted ou t by Michae l B e c k e r m a n . 5 It is a S y m p h o n y w h i c h 
s t i l l can be seen in t h e line of Bee thoven . The s l o w in t roduc t i on 
g e n e r a t e s in a t rad i t iona l manner t h e later main sub jec t ; t h e f i rs t 
m o v e m e n t exh ib i ts Brahmsian "deve lop ing Var ia t ion" in an 
exemplary manner ; t h e pastora l charac ter of t h e s l o w m o v e m e n t is 
a we l l -es tab l i shed fea tu re of s y m p h o n i e s s ince Bee thoven and 
Ber l ioz; t h e Scherzo unmis takab ly relates t o t h e Scherzo of 
B e e t h o v e n ' s Symphony No.9; t h e recurrence of t h e m e s in later 
m o v e m e n t s and especial ly t h e Finale also is by no means a n e w 
dev ice in t h e n ine teen th Century s y m p h o n y . 
v o l . I I I , Praha, 1989, p.268. 
5Beckerman, M. : Dvofäk's "New World" Largo and The Song 
of Hiawatha, i n 1 9 t h . - C e n t u r y M u s i c , vol.XVI/1, Summer 1992, 
pp.35-48. 
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It is no t t h e same w i t h t h e Spil lvi l le Chamber mus ic w o r k s . They 
s e e m - the Quartet more t h a n the Quintet - t o s tand in d i rect 
Opposi t ion t o the t rad i t ion of their genre, behav ing decidedly an t i -
European w h i c h means , in th is case, above all an t i -German. Of 
course , such an Opposit ion can best be d e m o n s t r a t e d in t h a t genre 
w h i c h has the mos t rigid and m o s t conserva t ive aes the t i cs , namely 
t h e s t r ing quar te t - t he m o s t "c iv i l i zed" of all t h e musical genres. 
Indeed, it is cur ious t o observe t h a t t he younger generat ion of 
composers of s t r ing quar te ts are sti l l m u c h more adherent t o these 
aes the t i cs t h a n Dvofäk w a s in his " A m e r i c a n " Quar te t . J u s t 
c o m p a r e it w i t h Debussy ' s String Quartet in g minor (Op. 10) 
c o m p o s e d in the same year of 1 8 9 3 or Zeml insky ' s String Quartet 
No.1 inA (Op.4) of 1 8 9 7 . 
W h i c h are these unconvent iona l or "unc iv i l i zed" features? First ly: 
D v o f ä k ' s Opus 9 6 pre tends t o be no th ing more t h a n cu l t i va ted 
Hausmusik, mus ic for domes t i c use. Technica l ly it is so easy t h a t 
D v o f ä k , being a viola player, could play the f i rs t v io l in part in 
Spil lvi l le. A s a w h o l e , it can be played w i t h o u t t o o many prob lems 
by any reasonably good amateur ensemble . W i t h t h a t qua l i t y , it 
opposes clearly the tendency of t he g r o w i n g profess ional ism in the 
d e m a n d s of quar te t w r i t i n g w h i c h , s ince Bee thoven , had lead t o 
s t r i ng quar te ts being c o m p o s e d for professional ensembles and 
Per formance in concer t hal ls. T h u s , already w i t h regard t o 
i n s t r u m e n t a l t echn ique , the String Quartet in F be longs, so t o say , 
ra ther t o a place near t h e margins of c iv i l i za t ion, jus t as Spil lvi l le 
w a s , t h a n t o Prague, Berlin or London. In t e r m s of i ts Contents , 
ac tua l ly it belongs more t o the open air t h a n t o a c i t y concer t hal l , 
for it is definitely a piece of nature mus ic , not by acc ident w r i t t e n in 
t h e classical pastoral key of F major. T h u s , t h e f i rs t m o v e m e n t 
Starts w i t h a s ta t ic but osci l lat ing sound p a t t e r n , like W a g n e r ' s 
Waidweben. Into th is sound ing " landscape" obv ious ly enters a 
s ing ing , even re jo ic ing, m a n , as expressed in the melody of t he 
v io la, not by accident Dvo fäk ' s o w n ins t rumen t . I am sure t h a t here 
w e have a k ind of se l f -por t rayal of Dvofäk arr iv ing in Spil lvi l le and 
be ing o v e r w h e l m e d by the nature he had fo r so long been miss ing 
in N e w York. To this also cor respond the var ious bird-call m o t i f s in 
t h e Scherzo . 6 
6These p a s t o r a l t r a i t s are d i s c u s s e d more e x t e n s i v e l y 
i n Schick, H. o p . c i t . pp.268-273. 
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N o w , t h e r e are pastora l w o r k s in t h e Symphon ie mus ic o f t h e 
n i n e t e e n t h Century but no t in t h e s t r ing quar te t and th i s is no t by 
a c c i d e n t . Por t ray ing nature " is jus t no t d o n e " in t h e m o s t 
d is t ingu ished genre o f Chamber mus ic . It is a fa r t o o uneiv i l ized 
th ing t o do . Accord ing t o European - and especially G e r m a n - n o r m s , 
it is a lapse in mat ters of style also tha t , in the last m o v e m e n t o f t h e 
Quar te t , Dvofäk obviously inserts reminiscences of his o rgan p lay ing 
in t h e c h u r c h at Spi l lv i l le. E lements of P rogramme mus ic have no 
business being in t h e European s t r ing quar te t . Thus t h e on ly 
e m i n e n t precedent fo r t h i s , S m e t a n a ' s String Quartet No. 1 in e 
minor (From My Life), a l w a y s w a s regarded as a very personal 
e x c e p t i o n , cr i t ie ized o f t e n enough even so . 
S t r i c t l y speak ing , these passages w i t h s ty l ized organ mus ic also 
cause a fo rma l break, fo r t h e y are inser ted a lmos t in a p a t c h w o r k 
manner . Th ings are simi lar w i t h t h e n e w t h e m e , w h i c h Dvo fäk 
in t roduces in t h e recap i tu la t ion of t h e f i rs t m o v e m e n t - the 'cel lo 
m e l o d y in Dl? at bar 1 2 3 . Appear ing w i t h o u t any obv ious 
m o t i v a t i o n , t h e t h e m e vanishes w i t h o u t being u n f o l d e d . J u s t as 
scant i ly mot iva ted w o u l d seem to be the sma l l , po in ted ly s imp le and 
pen ta ton ic fugato f r o m the deve lopmen t sec t ion of th i s m o v e m e n t , 
w h i c h does no t seem ever t o have heard of t h e pr inc ip le of t h e 
a n s w e r i n g en t ry at t h e interval of a f i f t h . A g a i n , in t h e f i rs t 
movemen t of the String Quintet in Eb (Op.97) a n e w t h e m e appears 
in t h e d e v e l o p m e n t , at bar 1 4 5 , f r o m w h i c h Dvo fäk also t akes no 
c o n s e q u e n c e . 
Evident ly, in his Amer ican Chamber music, Dvofäk 's mus ica l t h i n k i n g 
w a s less o r ien ta ted t o w a r d s the t rad i t iona l rules of mus ica l log ic , 
s u c h as is per fec t l y embod ied in Bee thoven and B r a h m s . W h i l e , 
s ince Brahms, European Chamber mus ic began t o e x t e n d t h e 
deve lopment sec t ion t o t h e w h o l e m o v e m e n t , it is jus t t h i s e lement 
w h i c h Dvo fäk reduces considerably in Spi l lv i l le. In b o t h w o r k s it is 
on ly t h e f i rs t m o v e m e n t s t h a t are shaped in Sonata f o r m , inc lud ing 
a deve lopment sect ion w h i c h , in bo th cases, is very Short and looks 
ra ther u n e x c i t i n g . Add i t i ona l l y , t he f inal rondo f r o m t h e Quintet 
seems t o replace qui te clearly t h e m o m e n t of t h e m a t i c w o r k i n g and 
evolut ion by s t r ing ing toge the r f i xed sec t ions . The 1 1 3 bars o f t h e 
f i r s t f o u r sec t ions are s imp ly repeated w i t h o u t any change excep t 
t ranspos i t i on and lack any deve lopmen t sec t ions at a l l . T h e f i rs t 
m o v e m e n t of t h e Quintet, in f a c t , f o l l o w s t h e basic d y n a m i c shape 
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of Sonata f o r m . By repeating the s low int roduct ion at t h e end of t h e 
m o v e m e n t , t h e musical process becomes cyc l ic and seems t o have 
no target and no real f o r w a r d progress. In contrast , jus t imagine t h e 
s l o w in t roduc t ion of t he "New World" Symphony repeated at t h e 
end of t h e f i rs t m o v e m e n t ! 
The latent stat ic nature of nearly all f o r m s in bo th compos i t i ons has 
i ts equ iva len t in the tendency also t o non-deve lop ing r h y t h m s . In 
n o n e of Dvo fäk ' s w o r k s are rhy thmic ost inat i more impor tan t t h a n 
in t h e String Quintet (Op.97). In the Lento of t he String Quartet in 
F, t he part fo r the v io la is so m o n o t o n o u s , w i t h an a lmost 
unchang ing accompany ing f igure , t h a t the usual quar te t d ia logue 
b e t w e e n all four ins t ruments on equal t e r m s is ou t of the ques t ion . 
T h e d iscurs ive pr inciple of Chamber mus ic f r o m Haydn t o Brahms, 
w h i c h is based upon a musical logic and p lanned evo lu t i on , in b o t h 
of Dvofäk 's works here decl ines in favour of pr inciples belonging t o 
the music of both Afr ican-Amer icans and nat ive A m e r i c a n s , such as 
repe t i t i on and addi t ion of melodic and r h y t h m i c un i t s , as we l l as 
add i t ive s t ruc tu res w h i c h are ei ther s ta t ic or m o v i n g in a c i rc le. 
O f course, the abst inence f r o m intensively t h e m a t i c w o r k and 
d ramat i c deve lopment lends th is music i ts charming relaxed ease. 
W h e t h e r , h o w e v e r , th is apparent a t t i tude of " t ak ing th ings a bi t 
more easy" , wh ich today is k n o w n as someth ing typ ica l l y A m e r i c a n , 
w a s in cor respondence t o the Amer i can menta l i t y at the end of t h e 
n ine teen th Century or jus t Dvofäk in hol iday m o o d , remains a 
m y s t e r y . H o w e v e r , I am sure t h a t , even t h e n , th is a t t i t ude w a s 
regarded as part icular ly non-Germanic and in th is respect also 
d is tanced i tself f r o m Europe. 
W h a t about the speci f ic melodic mater ia l of t he t w o compos i t ions? 
It is certain ly no acc ident t h a t , even up t o t o d a y , the Joint d i l igence 
o f m a n y exper ts has not been able t o fu rn ish proof of any of 
D v o f ä k ' s m o t i f s or ig inat ing d i rect ly f r o m Indian or Negro mus ic . 
Even t h e a rgument l inking the spir i tual Swing Low t o the "New 
World" Symphony, in my op in ion , is not a compel l ing one. I a m 
conv inced tha t Dvofäk t o o k the music of the var ious ethnic groups 
in A m e r i c a as no more than a f u n d of pa t te rns f r o m w h i c h he 
abstracted melodic and rhythmic principles, thereby preferr ing t o use 
in these works such pr inciples as were alien t o European art mus ic . 
Somet imes even the f i rst idea of a theme is rather neut ra l , not t o be 
7 7 
l icked in to pen ta ton ic shape unt i l later o n , as Klaus Döge s h o w e d 
f r o m t h e Sketches o f t h e "New World" Symphony.1 The th i rd 
s u b j e c t f r o m t h e String Quartet (Op.96), [see Ex.1] also does no t 
look very " A m e r i c a n " y e t in t h e Sketches [a]. The m u c h s t ronger 
exo t i c i sm of t h e f inal vers ion [b] is obv ious ly s o m e t h i n g ar t i f i c ia l , a 
product of Dvorak himself . General ly, Dvo fäk endeavoured t o grasp 
the spir i t o f t h e melodies he m e t and marry t h e m t o his o w n ideas, 
n o t t o adop t or iginal fo re ign tunes d i rect ly as Edward M a c D o w e l l 
d id , for example, w h o w r o t e a Indian Suite at th is same per iod w i t h 
Indian t u n e s d r a w n f r o m Theodore Baker 's d isser ta t ion Über die 
Musik der nordamerikanischen Wilden, (Leipzig, 1 8 8 2 . ) . 
Ex.1 
Natura l ly , not eve ry th ing about the t w o Spil lvi l le Chamber w o r k s is 
" A m e r i c a n " and nei ther , by t h e same t o k e n , are t h e y b o t h " n o n -
European" . For e x a m p l e , t h e var ia t ions m o v e m e n t f r o m t h e String 
Quintet corresponds very m u c h t o t h a t f r o m D v o f ä k ' s String Sextet 
in A (Op.48)[B.80] o f 1 8 7 8 and cou ld be s i tua ted in any pre-
A m e r i c a n Chamber w o r k , even t h o u g h Dvo fäk or iginal ly w r o t e the 
theme for a song put t o English w o r d s . The Quintet d i f fe rs f r o m the 
Quartet in t h a t it undoub ted ly requires profess ional p layers and so , 
in th is respect of course, belongs to "concer t hall m u s i c " . H o w e v e r , 
at the same t ime , the most ant i-European m o v e m e n t is f o u n d in th is 
Quintet, namely t h e Scherzo, w i t h i ts os t ina to r h y t h m t h r o u g h o u t , 
mos t ly in t h e v io la par t . Even if there m a y be a s l ight resemblance 
t o the Scherzo of Bee thoven 's String Quartet No.7 in F (Op.59 
No. 1), in t h e very f i rs t b a r s , 8 it is ex t reme ly unusual in European 
m u s i c no t t o Start w i t h ei ther a me lody or at least an harmonic -
cho rda l s t ruc tu re . Here, ins tead , w e f i nd a naked , in a w a y f la t , 
r h y t h m clear ly evok ing a d r u m , w h i c h is an invariable 
7Döge, K. : Dvofäk. L e b e n - W e r k e - D o k u m e n t e , Mainz, 
1991, pp.272-3. 
8 I am g r a t e f u l t o David Beveridge f o r t h i s Suggestion. 
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a c c o m p a n i m e n t t o any Indian mus ic . No A m e r i c a n Indian w o u l d 
Start s ing ing unless a d rum had establ ished i ts pa t te rn in jus t such 
a w a y . Also the Quartet's last movement begins and works scarcely 
less obviously w i t h a " d r u m " r h y t h m , t h o u g h th is is set in t w o par ts 
and so at least sugges ts a ton i c . 
T h e r e b y , Dvo fäk of course Signals t h a t it is actually unsuitable to 
a c c o m p a n y " Ind ian " melodies harmonica l ly and in several vo ices , 
even if one tr ies to avoid character ist ics of European h a r m o n y , such 
as leading no tes , as he does. This con t rad ic t ion b e t w e e n a g iven 
Amer ican music, wh ich is essentially for one voice, and an ensemble 
w i t h several melody i ns t rumen ts , w h i c h by i tself requires a 
p o l y p h o n i c t e x t u r e , c o m e out qui te o f t e n . It appears per fec t ly 
clearly at the beginning of the String Quintet (Op.97) [see E x . 2 ] . A s 
has never occur red in Dvo fäk ' s compos i t i ons be fore , t he Quintet 
actua l l y Starts w i t h only one voice t h r o u g h o u t t he f i rs t four bars 
( second v io la) . W h e n the other four i ns t rumen ts enter , no 
contrapunta l movement arises but w e hear a nature-l ike sound w o r l d 
w i t h echo f igures , f loa t ing above a drone bass of a f i f t h w h i c h , by 
bar n ine, st i l l refuses t o supp ly the match ing harmonies . 
Ex.2 
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A n o t h e r and far more e x t r e m e unharmon ized passage is the ent i re 
f i rs t sub jec t of t h e String Quartet in F fOp.96), w h i c h is e m b e d d e d 
on ly in a chord of F major . A l so another harmon ica l l y s ta t i c and 
r h y t h m i c os t i na to s t ruc tu re of a c c o m p a n i m e n t , reac t ing only every 
f e w bars on t h e t h e m e , is f o u n d at t h e beg inn ing of the s l o w 
m o v e m e n t of th i s Quartet. A simi lar Si tuat ion occurs w i t h t h e 
second sub jec t o f t h e Finale (see Ex .3 ) . 
Ex.3 
Final ly, t h e g minor t h e m e of t h e Finale of t he Quintet also is not 
h a r m o n i z e d . (see Ex.4) Only one Single c h o r d , played pizzicato, is 
under la id , the melody t h u s being accompanied mainly by r h y t h m . 9 
Ex.4 
9 T h i s non-harmonic accompaniment i s a l s o the main 
d i f f e r e n c e between the q u i t e s i m i l a r themes i n Smetana's 
P i a n o T r i o i n g m i n o r ( 1 8 5 5 , r e v . 1 8 5 7 ) and Schubert's P i a n o 
T r i o N o . 2 i n E h ( O p . 1 0 0 ) [ D . 9 2 9 ] ( 1 8 2 7 ) , which has been 
inentioned by John Clapham i n h i s Dvofäk and the Impact of 
America, o p . c i t . , p.208. 
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A n u m b e r of o ther t h e m e s Dvofäk does prov ide w i t h a regulär 
harmonic s t ruc tu re , t h o u g h o f t e n t h e leading no te is m iss ing . Even 
here the a c c o m p a n i m e n t is consp icuous ly t h r i f t y and po in ted ly 
s i m p l e , as if Dvo fäk w a n t e d t o say: "ac tua l l y it is about a t u n e 
o r ig ina l l y fo r one vo ice o n l y " . Compare t h e ma in sub jec t f r o m t h e 
String Quintet (Op.97) (see Ex.5) , t h e Minore t h e m e f r o m the 
Scherzo o f the same w o r k (see Ex.6) w i t h i ts very d iscreet pizzicato 
a c c o m p a n i m e n t , or t h e piain and s imple t e x t u r e at t h e beginning of 
t h e Finale, as we l l as, f r o m the String Quartet (Op.96), t h e th i rd 
subject of the f i rst movement (bar 4 4 et.seq.) or t h e second sub jec t 
f r o m the recapi tu la t ion of t he f inal m o v e m e n t (see Ex.7) . 
Ex.5 
Ex .6 
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Ex .7 
Here, t h e v o c a l , so lo is t ic air of these t h e m e s , w h i c h s e e m t o leave 
the instrumental tex tu re , is emphasized especial ly by t h e lack o f t h e 
a c c o m p a n y i n g th i rds w h i c h Dvofäk o t h e r w i s e loved so m u c h . 
Parallel th i rds w o u l d s imp ly be m u c h t o o " E u r o p e a n " . 
Inc iden ta l l y , I suspec t that, at the beginn ing of the String Quintet 
(Op.97) (see Ex .2 ) , a main character is t ic fea tu re of t h e mus ic of 
b o t h A f r i c a n - A m e r i c a n s and nat ive A m e r i c a n s is h in ted at in t h e 
feature of responsor ia l s ing ing , t he a l ternat ion b e t w e e n a p recen to r 
and a respond ing choir . Probably it is no acc iden t t h a t , as in t h e 
Quartet, i t is not t h e f i rs t v iol in but the second v io la w h i c h 
themat ica l ly begins t h e w o r k , an ins t rumen t w h o s e t o n e co lour and 
pi tch comes much nearer to the male human vo ice. The upper par ts 
pick up the ending of the vocal phrase, echo- l ike , s ing ing a s h o u t i n g 
m o t i f t h a t , w i t h i ts pr imi t ive t w o part w r i t i n g , reminds one of t h e 
Choral in ter jec t ions in the responsorial mus ic of the A f r i c a n -
Amer icans . It is no t t o o m u c h a Stretch of the imag ina t ion t o hear, 
f r o m bar 7 , the f i rs t v iola as an a c c o m p a n y i n g d r u m . Of cou rse , t o 
such a s t ruc tu re it f o l l o w s t h a t t he repet i t ion at t h e s a m e p i t ch bu t 
d i f fe ren t i n s t r u m e n t a t i o n at bar 15 natural ly be longs . 
In conc lus ion , it seems a l together rather per ipheral w h e t h e r any 
melod ies or " d r u m " r h y t h m s in these w o r k s are au then t i c or n o t . 
Far more impor tant is tha t , in A m e r i c a , Dvo fäk had w r i t t e n Chamber 
music tha t f inal ly breaks ou t of t he European t r a d i t i o n , even fu r t he r 
t h a n do t h e St r ing Quar te ts of A rno ld S c h ö n b e r g . It is a mus ic 
w h i c h o f t e n enough rest r ic ts i tsel f t o only f ou r or f i ve d i f f e ren t 
n o t e s , ins tead of deal ing w i t h t h e w h o l e c h r o m a t i c sca le , a mus ic 
rediscovering r h y t h m as an a u t o n o m o u s e lement w h i c h w a s a l m o s t 
8 2 
lost in late Romant ic ism, a music wh ich newly discovers the one-l ine 
melody as a phenomenon in itself and not in a Wagner ian manner as 
t h e p roduc t of h a r m o n y , a music w h i c h in t roduces mater ia l f r o m 
nature and so-called primit ive music into the sacred halls of Chamber 
m u s i c , a mus ic w h i c h w a n t s t o be easily playable and enter ta in ing 
ins tead of ge t t i ng more and more a s t ra in for t h e l istener and more 
and more s t renuous for the player. 
In other words, this is music perhaps belonging to the eighteenth 
Century or rather to t he twenties of our own Century, among t h e 
w o r k s of H indemi th and some French c o m p o s e r s . A t all e v e n t s , it 
is no European music of the fading n ine teenth Century bu t - and th is 
much more than D v o f ä k ' s Symphony No.9 in e minor - really mus ic 
" f r o m t h e N e w W o r l d " . 
(This article is a slightly revised version of a paper given at the Iowa Dvofäk 
Centennial Symposium at Iowa City, Cedar Rapids and Spillville, 4th. to 7th. 
August 1993.) 
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